My intentions in this essay are fivefold: (1) to show how the discourses of qualitative inquiry and cultural studies in the seventh moment can be put to critical advantage by consumer researchers; (2) to discuss the cultural studies assumptions that define a consumer research agenda; (3) to offer a set of interpretive, methodological, and ethical criteria that can be used by consumer researchers; (4) to apply these criteria to a concrete case, a reading of the Hollywood "hood" films of the last decade; and thereby (5) to establish the relevance of this approach for the practices of critical consumer research. Throughout I use examples from the Black Arts Movement of the 1970s.
Q ualitative inquiry is a name for a "reformist movement that began in the early 1970s in the academy" (Schwandt 2000, p. 189) . The interpretive and critical paradigms, in their several forms, are central to this movement, as are complex epistemological and ethical criticisms of traditional social science research. The field of qualitative inquiry now has its own journals, scientific associations, conferences, and faculty positions (Denzin 2000; Denzin and Lincoln 2000a, p. x) . The movement has made significant inroads into many social science disciplines, including advertising, marketing, and consumer research (see Holt 1997; Sherry 2000) .
The transformations in qualitative inquiry that gained momentum in the 1990s continue into the new century. Today few look back with skepticism on the narrative turn. Many have told their tales from the field. Further, it is now understood that writing is not an innocent practice. Men and women write culture differently. Sociologists and anthropologists continue to explore new ways of composing ethnography, and more than a few are writing fiction, drama, performance texts, and ethnographic poetry. Social science journals are holding fiction contests. Civic journalists are experimenting with various forms of critical ethnography.
The appeal of a critical cultural studies across the social sciences and the humanities increases. Some term this the seventh moment of inquiry (Denzin and Lincoln 2000b, pp. 2, 12) .
1 This is a period of ferment and explosion. It is defined by breaks from the past, a focus on previously silenced voices, a turn to performance texts, and a concern with moral discourse, with critical conversations about democracy, race, gender, class, nation, freedom, and community Denzin 2000, p. 1048) .
In the seventh moment, at the beginning of the twentyfirst century, there is a pressing demand to show how the practices of critical, interpretive qualitative research can help 1 Denzin and Lincoln (2000b, p. 2) define the seven moments of inquiry, all of which simultaneously operate in the present, as the traditional (l900-50), the modernist (l950-70), blurred genres (l970-86), the crisis of representation (l986-90), postmodern or experimental (l990-95), postexperimental (1995-2000) , and the future (2000-).
change the world in positive ways. It is necessary to examine new ways of making the practices of critical qualitative inquiry central to the workings of a free democratic society. Further, there is a need to bring these practices more centrally into the field of consumer research. This is my agenda in this short essay, to show how the discourses of qualitative inquiry can be put to critical advantage by consumer researchers.
My discussion unfolds in three parts. I first make explicit the critical cultural studies assumptions that define a consumer research agenda in the seventh moment. I next outline a set of interpretive criteria that can be used in the seventh moment when appeals to objective epistemologies are questioned. I then apply these criteria to a concrete case, a reading of the Hollywood "hood" movies of the last decade (see Denzin 2001) .
CONSUMER RESEARCH AND CULTURAL STUDIES
Within a cultural studies framework, consumption refers to more than the acquisition, use, and divestment of goods and services. Consumption represents a site where power, ideology, gender, and social class circulate and shape one another. Consumption involves the study of particular moments, negotiations, representational formats, and rituals in the social life of a commodity. The consumption of cultural objects by consumers can empower, demean, disenfranchise, liberate, essentialize, and stereotype. Consumers are trapped within a hegemonic marketplace. Ironically, as Holt (1997) observes, consumers who challenge or resist these hegemonic marketing and consumption practices find themselves located in an ever-expanding postmodern market tailored to fit their individual needs.
The interpretive rituals and practices surrounding consumption are anchored in a larger system, called the "circuit of culture" (du Gay et al. 1997, p. 3) . In this circuit meanings are defined by the mass media, including advertising, cinema, and television. This circuit is based on the articulation or interconnection of several distinct and contingent processes, namely, the processes of representation, identification, production, consumption, and regulation (du Gay et al. 1997) . These processes mutually influence one another, continually shaping and creating consumers who conform to postmodern market conditions.
Human beings live in a secondhand world. Existence is not solely determined by interaction or by social acts. Mills puts this forcefully: "The consciousness of human beings does not determine their existence; nor does their existence determine their consciousness. Between the human consciousness and material existence stand communications, designs, patterns, and values which influence decisively such consciousness as they have" (Mills l963, p. 375) .
After Smythe (1994, p. 285) , I understand that the basic task of the mass media is to make this secondhand world natural and invisible to its participants. Barthes ([1957] 1972, p. 11) elaborates, noting that the media dress up reality to give it a sense of naturalness, so that "Nature and History [are] confused at every turn." This is the case because the media's purposes are to "operate itself so profitably as to ensure unrivalled respect for its economic importance in the [larger cultural and social] system" (Smythe 1994, p. 285) .
The prime goals of the mass media complex are fourfold: to create audiences who (1) become consumers of the products advertised in the media while (2) engaging in consumption practices that conform to the norms of possessive individualism endorsed by the capitalist political system and (3) adhering to a public opinion that is supportive of the strategic polices of the state (Smythe 1994, p. 285) . At this level, the information technologies of late capitalism function to create audiences who use the income from their own labor to buy the products that their labor produces (Smythe 1994, p. 285) . The primary commodity that the media produce is "audiences" (Smythe 1994, p. 268) . The fourth goal of the media is clear: to do everything it can to make consumers as audience members think they are not commodities.
The qualitative researcher is not an objective, politically neutral observer who stands outside and above the study of these media processes and the circuits of culture. Rather, the researcher is historically and locally situated within the very processes being studied. A gendered, historical self is brought to this process. This self, as a set of shifting identities, has its own history with the situated practices that define and shape the consumption of cultural goods and commodities.
In the social sciences today there is no longer a God's eye view that guarantees absolute methodological certainty. All inquiry reflects the standpoint of the inquirer. All observation is theory-laden. There is no possibility of theoryor value-free knowledge. The days of naive realism and naive positivism are over. In their place stand critical and historical realism, and various versions of relativism. The criteria for evaluating research are now relative. This is the nonfoundational position.
2
Each process within the circuit of culture becomes a nodal point for critical, interpretive consumer research. Critical researchers seek to untangle and disrupt the apparently unbreakable economic and ritual links between the production, distribution, and consumption of commodities. Critical researchers are constantly intervening in the circuits of culture, exposing the ways in which these processes overdetermine the meanings cultural commodities have for human beings. The moral ethnographer becomes visible in the text, disclosing, illuminating, and criticizing the conditions of constraint and commodification that operate at specific points in these circuits (see hooks 1990).
Complex discursive and ideological processes shape the 2 There are three basic positions on the issue of evaluative criteria: foundational, quasi-foundational, and nonfoundational. In contrast to nonfoundationalists, foundationalists would apply the same criteria to qualitative research as are employed in quantitative inquiry, contending that is there is nothing special about qualitative research that demands a special set of evaluative criteria. Quasi-foundationalists contend that a set of criteria unique to qualitative research must be developed (see Smith and Deemer 2000) . rituals of cultural production and consumption. Each historical period has its racially preferred gendered self. These selves are announced and validated through these circuits of representation, identification, and consumption. The cultural studies scholar interrogates these formations and the circuits they forge. A single question is always asked, namely, How do these structures undermine and distort the promises of a radically free democratic society? Phrased differently, How do these processes contribute to the reproduction of systems of racial and gender domination and repression in the culture?
An antifoundational, critical social science seeks its external grounding not in science, in any of its revisionist, postpositivist forms, but rather in a commitment to a postMarxism and communitarian feminism with hope but no guarantees. It seeks to understand how power and ideology operate through and across systems of discourse, cultural commodities, and cultural texts. It asks how words and texts and their meanings play a pivotal part in the culture's "decisive performances of race, class [and] gender" (Downing 1987, p. 80) .
INTERPRETIVE CRITERIA IN THE SEVENTH MOMENT
In the seventh moment, the criteria for evaluating critical qualitative work are moral and ethical. The following understandings structure this process. First, this is a political, ethical, and aesthetic position. It blends aesthetics, ethics, and epistemologies.
3 It understands that nothing is valuefree, that knowledge is power. Further, those who have power determine what is aesthetically pleasing and ethically acceptable. Thus, this position erases any distinction between epistemology, aesthetics, and ethics.
Second, in a feminist, communitarian sense, this aesthetic contends that ways of knowing (epistemology) are moral and ethical (Christians 2000) . These ways of knowing involve conceptions of who the human being is (ontology), including how matters of difference are socially organized. The ways in which these relationships of difference are textually represented answer to a political and epistemological aesthetic, which defines what is good, true, and beautiful.
All aesthetics and standards of judgment are based on particular moral standpoints. There is no objective, morally neutral standpoint. Hence, for example, an Afrocentric feminist aesthetic (and epistemology) stresses the importance of truth, knowledge, and beauty ("black is beautiful"). Such claims are based on a concept of storytelling and a notion of wisdom that is experiential and shared. Wisdom, so conceived, is derived from local, lived experience and expresses lore, folktale, and myth (Collins 1991) .
Third, this is a dialogical epistemology and aesthetic. It involves a give-and-take and ongoing moral dialogue between persons. It enacts an ethic of care and an ethic of personal and communal responsibility (Collins 1991, p. 214) . Politically, this aesthetic imagines how a truly democratic society might look, including one free of race prejudice and oppression. This aesthetic values beauty and artistry as well as movement, rhythm, color, and texture in everyday life. It celebrates difference and the sounds of many different voices. It expresses an ethic of empowerment.
Fourth, this ethic presumes a moral community that is ontologically prior to the person. This community has shared moral values, including the concepts of shared governance, neighborliness, love, kindness, and the moral good (Christians 2000, pp. 144-149) . This ethic embodies a sacred, existential epistemology that locates persons in a noncompetitive, nonhierarchical relationship to the larger moral universe. This ethic declares that all persons deserve dignity and a sacred status in the world. It stresses the value of human life, truth telling, and nonviolence (Christians 2000, p. 147) .
Fifth, this aesthetic enables social criticism and engenders resistance (see below). It helps persons imagine how things could be different. It imagines new forms of human transformation and emancipation. It enacts these transformations through dialogue. If necessary, it sanctions nonviolent forms of civil disobedience (Christians 2000, p. 148) .
Sixth, this aesthetic understands that moral criteria are always fitted to the contingencies of concrete circumstances, assessed in terms of those local understandings that flow from a feminist, communitarian moral ethic (Christians 2000) . This ethic calls for dialogical research rooted in the concepts of care and shared governance. How this ethic works in any specific situation cannot be given in advance.
Seventh, properly conceptualized, consumer research becomes a civic, participatory, collaborative project-a project that joins the researcher with the researched in an ongoing moral dialogue. This is a form of participatory action research. It has roots in liberation theology, neo-Marxist approaches to community development, and human rights activism in Asia and elsewhere (Kemmis and McTaggart 2000, p. 568) . Such work is characterized by shared ownership of the research project, community-based analysis, and an emancipatory, dialectical, and transformative commitment to community action (Kemmis and McTaggart 2000, pp. 568, 598) . This form of consumer research "aims to help people recover, and release themselves, from the constraints embedded in the social media" (Kemmis and McTaggart 2000 p. 598) . Doing this research means that the researcher learns to take on the identities of consumer advocate and cultural critic.
Accordingly, and eighth, this ethic asks that interpretive work provide the foundations for social criticism and social action. These texts represent calls to action. As a cultural critic, the researcher speaks from an informed moral and ethical position. He or she is anchored in a specific community of moral discourse. The moral ethnographer takes sides.
Taking sides is a complex process (Becker 1967 ) involving several steps. First, researchers must make their own value positions clear, including the so-called objective facts and ideological assumptions that they attach to these positions. Second, they identify and analyze the values and claims to objective knowledge that organize positions that are contrary to their own. Third, they show how these appeals to ideology and objective knowledge reflect a particular moral and historical standpoint. Fourth, they show how this standpoint disadvantages and disempowers members of a specific group.
Fifth, researchers must then make an appeal to a participatory, feminist, communitarian ethic. This ethic may represent new conceptions of care, love, beauty, and empowerment. Sixth, they then apply this ethic to the specifics of a concrete case, showing how it would and could produce social betterment. Advocates of the Black Arts Movement in the 1970s, for example, asked how much more beautiful a poem, melody, play, novel, or film made the life of a single black person (Gayle [1971 (Gayle [ ] 1997 (Gayle [ , p. 1876 .
Seventh, in a call to action, researchers engage in concrete steps that will change situations in the future. They may teach consumers how to bring new value to commodities and texts that are marginalized and stigmatized by the larger culture. They will demonstrate how particular commodities or cultural objects negatively affect the lives of specific people. They indicate how particular texts directly and indirectly misrepresent persons and reproduce prejudice and stereotypes.
Eighth, in advancing this utopian project, the critical researcher seeks new standards and new tools of evaluation. For example, Karenga ([1972] 1997), a theorist of the Black Arts Movement in the 1970s, argued that there were three criteria for black art. Such art, he said, must be functional, collective, and committed. Functionally, this art would support and "respond positively to the reality of a revolution" ([1972] 1997, p. 1973 ). It would not be art for art's sake; rather it would be art for our sake, art for "Sammy the shoeshine boy, T. C. the truck driver and K. P. the unwilling soldier" (Karenga [1972 (Karenga [ ] 1997 (Karenga [ , p. 1974 ). Karenga told blacks that "we do not need pictures of oranges in a bowl, or trees standing innocently in the midst of a wasteland . . . or fat white women smiling lewdly. . . . If we must paint oranges or trees, let our guerrillas be eating those oranges for strength and using those trees for cover" ([1972] 1997, p. 1974 ; see also Gayle 1971, p. xxiii) .
Collectively, according to Karenga, black art comes from the people, and must be returned to the people "in a form more beautiful and colorful than it was in real life" ([1972] 1997, p. 1974) . Such art is committed, it is democratic, and it celebrates diversity as well as personal and collective freedom. It is not elitist.
READING THE HOOD MOVIES
Between the years 1986 to 1998, America's black and brown youth began to mobilize around the resources of popular hip-hop culture in ways that were at once visible, complex, and commercially viable (Boyd 1997; Watkins 1998, pp. 6-7) . Film companies, record labels, and producers of youth clothing and athletic products (Nike) all participated in the successful commercial commodification of hip-hop culture. Over 20 mainstream Hollywood films aimed at this audience were released during this time period. This cinema located racial violence in the black and brown public sphere. At one level, America's war on race occurred in the spaces and the battlegrounds created by these films. It was and remains a war fought on the battlefields of cultural representation.
The crack-cocaine wars, the War on Drugs, and the "Just Say No to Drugs" campaign of the Reagans coincided with the appearance of a new war zone in the national popular imagination-the black and brown hood. In the spaces of this war zone, dark-skinned youth in gangs engaged in driveby violence as a new form of entertainment. Rap music and hip-hop culture became signifiers of a new and violent racial order. In the minds of many, rap music meant racial violence.
The hood race films came in two forms: action-comedy, interracial, cop-buddy series (Lethal Weapon, Die Hard) and films that emphasized didactic, social realist, and social problems messages (Boyz 'N the Hood, Menace II Society). These were utopian tales, shaped by a dialectic of fear and hope. These were coming-of-age, all-male narratives, dealing with violence on the streets and in prison. A uniform conservative moral message was conveyed. Young men must have strong role models. They must respect their elders, go to school, get good educations, and become responsible members of the black or brown middle class. These films did not take up Critical Race, Marxist, feminist, or postcolonial theories of racism, empowerment, and liberation. They articulated a neo-nationalistic, essentializing, homophobic, masculinist, gender, and identity politics.
The New Right blamed persons of color for the problems that were located in the ghetto. The repressive efforts of the Right were anchored in the crack-cocaine wars that extended from the mid-1980s to the mid-1990s. The hood films narrated the cocaine wars. These wars were accompanied by increased police surveillance in the ghetto. This new police state contributed to a sense that the ghetto had once again become a violent nation, or a crumbling internal colony within the great American cities of Los Angeles and New York. Black, brown, and Italian mafias took control of an underground drug economy. Racial gangs on the street and in prison recruited youth of color for this project. Soon young men were shooting one another in drive-bys and gang wars. The police kept white America safe from the crazed violence that was operating in the ghetto.
These race stories are not progressive or subversive films. Indeed, they created deep generational, gender, and class divisions within the black and brown middle classes. Women called the films misogynist. The black and brown middle class objected to the guns, drugs, and gang warfare. Black activists from the 1960s said the films were reactionary (Baraka 1993, p. 153) .
Sadly, as films about race and racism, the hood films did not attack the essential, underlying ideologies and material conditions that perpetuate racial oppression in America to-day. This is the case even for the films made by black and brown filmmakers. These filmmakers seem unwilling and unable to attack the ideology they and their films are so firmly embedded in. They do not rupture the veneer of this larger racial apparatus. It is as if they are trapped by the very violence they want to criticize. Hence, these are not politically subversive texts.
Paradoxically, as protest art these films enacted an essentializing social problems ideology. This ideology emphasized identity politics and the values of home and community. The films focused on the democratic values of American society, irrespective of race, including the myths of success and the values of family, home, romantic love, education, and hard work. They centered their visual imagery on the problems of community disorganization. These problems were caused by pathological, dope-using, guncarrying, maladjusted individuals-the young black or brown male in a gang.
In the hood movies, a societal condition (violence, gangs, and drugs in the hood) coincides with a personal problem (absent fathers), a character defect (attraction to violence), and a violent act (killing someone). These conditions function, in turn, as dramatic devices that allow the filmmaker to tell a story with a moral message. This message includes commentary on the individual, his or her problem, and the larger society that contains, creates, and reacts to the problem. Didacticism is the distinguishing feature of these films; they attempt to teach and inform an audience about a problem-drugs, violence, and gangs in the hood-and its solution, or lack thereof.
A tautology organizes these didactic texts. Racial violence, murder, and father absence are the central social problems in the hood. These problems create social disorganization and pathology. These pathologies are happening because of a deterioration in key values connected to family, hard work, and personal responsibility. Because of this deterioration, and because of these pathologies, the hood is a pathological community. It experiences its pathology and disorganization through the signifiers connected to the pathology: rap, hip-hop, and the drug-dealing culture. The pathological members of the community are maladjusted. These violent drug-dealing youth have not been successfully socialized into the Christian values of the local moral community.
The answer to the problem of social disorganization is clear. And here the hood films, as protest art, side with white society. The police must help the community get rid of the dope and drug dealers. Greater state intervention by the police is necessary if order is to be restored. Fathers must come home to their children, and grandchildren must listen to their grandparents.
INTO THE FUTURE: BRINGING THE CONSUMER BACK IN
Critical consumer research in the seventh moment will use the interpretive criteria outlined above. It will take sides.
It will bring the consumer back in, guiding consumers in the development of collective and individual forms of resistance to the consumption cultures of postmodernism (Goldman and Papson 1991; Murray and Ozanne 1991) . Through storytelling, performance texts, rich local ethnographies, and ethnoscapes (McCall 2001) , researchers will show consumers how to find their own cultural homes within the shifting hegemonic structures of global and local capitalism.
Scholars will encourage people to fashion their own grounded aesthetics within the spaces of their everyday world (Laermans 1993; Willis 1990 ). This grounded aesthetic is at once political and personal. It deconstructs the images, appearances, and promises of happiness, that is, the commodity aesthetics that are used to make objects attractive to the consumer (Harms and Kellner 1991) . Like bricoleurs, people use cultural commodities as symbolic resources for the sensuous, embodied construction of social and personal identity. These images, commodities, and sounds are fashioned into interpretive bricolages that are invested with meanings that are grounded within the daily lives of individuals in the arenas of work, home, and leisure (Laermans 1993) . These aesthetic practices speak to the complex interplay between resistance and consumption, between desire and pleasure. They articulate the many different ways in which consumers creatively use the resources of popular culture for personal and group empowerment.
These grounded aesthetics function both as vehicles and sites of resistance. In the domains of consumption and race, for example, scholars deconstruct negative racial images and turn them into positive representations. Scholars invent new cultural images and slogans and, in doing so, formulate a racially grounded practical aesthetic. The consumer becomes an active player in the construction of new racial identities. Hence, these grounded aesthetics help people give fresh meanings to the structural and cultural formations that circulate through their daily lives at each nodal point within the circuit of society. It shows consumers how to critically evaluate the processes that structure representation, commodification, identification, production, and consumption.
Critical scholars should, of course, make their own values clear. At the same time they should listen to the perspectives and voices of many different stakeholders. In any given situation, they will advocate for the side of the underdog (Ryan et al. 1998) . In so doing they will attempt to create a critical, reflexive, moral consciousness on the part of the consumer. They will argue that happiness is not necessarily connected to the possession of particular material objects, that in fact the desire to possess is a desire largely fermented, if not created, by manufacturers and marketers (Harms and Kellner 1991) .
Critical researchers should continue to demonstrate how particular consumption patterns and choices reproduce the normative ideologies of materialism, possessive capitalism, and current fashion for particular consumer groups (poor, women, youth, queer, racial) (Holbrook and Hirschman 1982) . Research on adolescents shows, for example, that peers, not family, are the most important influence on hairstyle, clothing, and media consumption (Grossberg, Warstella, and Whitney 1998) . The emphasis on the possession of material goods becomes an end in itself, not a means to attain specific nonmaterial ethical and moral goals (Borgmann 2000) .
Critical scholars should demonstrate how advertising reproduces gender, racial, sexual orientation, and social class stereotypes, and even contributes to consumer practices that are harmful to personal health and the environment (Czikszentmihalyi 2000) . In so doing, they will engage in social critique and moral dialogue, identifying the different gendered relations of cultural capital that operate in specific consumption contexts.
But more is needed. The researcher should evaluate programs and make recommendations concerning specific consumption practices and consumer choices, advocating lines of action that maximize consumer autonomy (Bazerman 2001) . Such a commitment makes the researcher accountable for the moral and personal consequences of any particular instance of advocacy.
CONCLUSION
There is a pressing need for a critical theory of society and consumer behavior that combines historical, sociological, cultural, and political analysis (Harms and Kellner 1991; Murray and Ozanne 1991) . I believe that a more radical consumer research agenda can advance this project. This theory and this project dreams of a radically democratic society where individuals "freely determine their needs and desires" (Harms and Kellner 1991, p. 65) . In the seventh moment, this society can come into focus-and perhaps into being-through the implementation of the kinds of interpretive practices outlined above.
Along with John Sherry (2000, p. 278) , I am convinced that critical interpretive consumer research has "a vital moral and political role to play in the new millennium." I too am concerned with how our patterns, practices, and philosophies of consumption estrange us from, and threaten our place in, the natural world.
The challenge is clear. Critical inquiry work must focus on a clear set of moral and political goals that are connected to a variety of new and radical interpretive practices. In this essay I have attempted to outline my vision of these goals and practices.
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